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Abstract 


The objective of this thesis is to investigate and analyses the educative component in three 
land-art works’ created in the Atacama Desert, Chile, by the Melbournian sculptor Andrew 
Rogers. These land-art creations are part of the worldwide land-art project named Rhythms of 
Life. The educative component to be explored consists in the capacity of these land-art works 
to communicate their cultural content by means of the symbols that they depict and also by 
way of their specific characteristics as works of land-art. The principal outcome of this research 
is the distinction of the educative advantages and deficiencies presented by the three works of 
land-art that are being used as case study for this thesis. Additional findings of this 
investigation are regarding the educative function of the visual arts and in particular of artworks 
classified as land-art. 


Key words: Land-art, geoglyphs, art education, aesthetics. 
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Introduction 


Rhythms of Life is the most extensive land-art work in the world. Created by the Melbournian 
artist Andrew Rogers, it consists of a chain of thirty-two stone sculptures around the globe. 
Within the frame of reference of Rhythms of Life, the land-art works that it is composed of bear 
the name geoglyphs; a denomination chosen by Rogers in accordance with the similarity that 
the Rhythms of Life structures have with giant pre-historic earth pictures also known as 
geoglyphs. Depending on the culture that created them and on their location, ancestral 
geoglyphs were constructed with chalk, gravel, earth or stone. Distinct from the ancient ones, 
Rogers’ geoglyphs are exclusively made with local stone. 


Components of Rhythms of Life have been erected in Israel, Chile, Bolivia, Sri Lanka, 
Australia, Iceland, China, India, Turkey, Nepal, Slovaquia and the U.S.A. In each one of these 
twelve countries a Rhythms of Life site is composed of two or more land-art works, located 
relatively close to each other. Each Rhythms of Life site is a part of a worldwide land-art 
project, yet at the same time forms an autonomous artistic space in each of the countries 
where they are situated. For these reasons, in order to refer to these sites separately they may 
be individualized as Rhythms of Life in \srael, Rhythms of Life in Chile, in Bolivia, etc. When 
referring to the whole collection as one worldwide land-art creation | will use the term Rhythms 
of Life series. 


As a rule of composition in the Rhythms of Life series, one of the geoglyphs at each site 
depicts the Rhythms of Life symbol and is accordingly titled Rhythms of Life. This symbol is a 
creation of Rogers and was first represented by the artist in a bronze sculpture in 1999, at the 
time when the Rhythms of Life land-art project was not even an idea. The Rhythms of Life 
geoglyphs constitute a conceptual and aesthetic link that unite all the Rhythms of Life sites in 
one huge land-art composition derived from Roger’s imagination. 


The other geoglyphs at each site outline a distinctive pattern and are titled in 
accordance with their depictions. These geoglyphs illustrate concepts or symbols taken from 
systems of representation developed by cultural groups that in ancient times populated the 
zones where these artworks are situated. In doing so, these land-art works are associated with 
their cultural surroundings as much as to the world wide land-art project of which they form 
part. 


The objective of this thesis is to investigate and analyze the educative component in 
one of the twelve land-art works’ sites that comprise the Rhythms of Life series. The land-art 
site that will be the subject matter for this thesis is Rhythms of Life in Chile. 


In Chile, the Rhythms of Life site is in the Atacama Desert, II Region of Antofagasta, in 
a site that measures one and a half square kilometers (approximately .6 of a square mile) and 
starts in a location called Llano de la Paciencia (the Plain of Patience), between the mining 
city of Calama and the touristic town of San Pedro. It extends in an easterly direction, climbing 
the Cordillera de la Sal (Salt Mountain Range) at the head of the Valle de la Luna (Valley of 
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the Moon). Within this extensive area are three geoglyphs, which are entitled Ancient 
Language, The Ancients and Rhythms of Life (Rogers, 2008). 


The construction of the Rhythms of Life series was finished in 2008 with the conclusion 
of its 12" site in the United States of America. All the land-art works that are part of the 
Rhythms of Life series are permanent artworks; hence they are art manifestations that 
constitute a long-lasting presence amid their social and cultural surroundings. 


The educative component to be investigated consists mainly of the capacity of these 
land-art works to convey their cultural content and to show the basic characteristics of the art 
style that they represent (land-art). Regarding their cultural content, | intend to find out if the 
geoglyphs that comprise Rhythms of Life in Chile educate the viewer about the indigenous 
visual heritage that is represented in their forms. In relation to their art style, | attempt to unveil 
if these artworks inform about the basic characteristics of the land-art style, which corresponds 
to an art tendency that is rarely known is Chile. 


The Atacama Desert is one of the most visited locations in Chile; that means that the 
onlookers of these land-art works constantly alternate between locals, national and 
international visitors. Nevertheless, do the Atacama geoglyphs produce a significant aesthetic 
impression among this wide range of spectators? Are there any educational components 
involved in the contemplation and understanding of these artworks? What are the distinctive 
attributes and the limitations that these three geoglyphs possess regarding their 
communicative potential? These are the questions that | will investigate in the present written 
work. 


My studies as a Bachelor in Aesthetics and my professional career have been strongly 
influenced by the study of indigenous iconography from pre-Columbian cultures. In particular, | 
have been looking into the educative effect that the depiction of pre-Columbian symbology has 
in the Chilean contemporary society. | have examined this same phenomenon regarding the 
representation of aboriginal figuration while working with Australian aboriginal art. My 
intellectual approach to indigenous symbology is neither historical nor archeological, but in 
respect of the display that these ancestral patterns have nowadays. Therefore, mine is an 
aesthetic approach. The land-art work of Rogers in the Atacama Desert is congruent with my 
academic interests since it corresponds to a modernized representation of indigenous 
symbolism. Additionally, the three land-art works that Rogers created in Chile connect the two 
countries where | have lived and worked up until now: Chile and Australia. 


The initial chapter of this written work consists of the presentation of the theories about 
the educative faculties of the visual arts that have been selected as theoretical basis for this 
thesis. It also includes my personal reasoning about the educational function of art, which may 
derive from the academic discourses of the authors considered for this research. This chapter 
aims to introduce to the reader to the aesthetic and educative concepts that are then applied to 
the analysis of Rhythms of Life in Chile in the following chapters. 
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Many of the consulted authors consider the communicative and the educative functions 
of art as complementary. Although there are slight distinctions between these two elements, 
the authors reason along similar lines while considering the specific frame of reference 
constituted by the correlation between the art object, the spectator and the artist. In this thesis, 
the educative and communicative aspects of visual arts will be examined separately. 


The second chapter starts with a description of the geoglyph entitled Rhythms of Life, 
one of the three in the Atacama Desert site. Next, | refer to the communicative advantages of 
the Rhythms of Life land-art work and make a critical analysis of the deficiencies that this 
geoglyph presents in this respect. 


The third chapter of this thesis consists in the distinction and analysis of the educative 
qualities and deficiencies presented by the geoglyphs The Ancients and Ancient Language. 
This chapter is divided in two subsections for the examination of these two land-art works 
separately. Each one of these subsections begins with a delineation of the main characteristics 
of these land-art works, including geographical location, cultural context, construction 
technique and depicted symbology; information that is used for as basis for the assessment of 
their educative characteristics. 


The fourth chapter continues the study of the geoglyphs The Ancients and Ancient 
Language, now in respect of the educative attributes that they have in common. Both of these 
land-art works are constructed with the same building method and at the same site. In addition, 
the figuration in both of these artworks corresponds to indigenous symbolism. The fact that 
they share these defining characteristics makes them susceptible to the same analysis 
regarding some of their communicative attributes. In particular, this chapter accentuates the 
analysis in the unusual connection that both of these artworks are capable of generating with 
their spectators and in the information that these artworks may transmit related to their 
symbolic depictions and cultural content. 


The fifth chapter examines the learning experience implicated in the tactile contact with 
these giant sculptures. The land-art works The Ancients and Ancient Language enjoy a design, 
structure and materiality that facilitate the observer to interact physically with them. Hence, the 
corporeal contact is a peculiar way of knowing than these artworks offer to the spectator. 


The theories of Maxine Greene and Graeme Sullivan about aesthetic education comprise 
most of my thesis’ theoretical support. Greene’s notions tend to be hypothetical and wide- 
ranging while Sullivan’s assumptions are more concrete and specific. The ideas of both of 
these authors complement each other, which is not coincidental as Sullivan mentions Greene 
as an inspiration for a considerable portion of his premises. 


| have written about Rogers’ land-art works in Chile before. One of these essays is 
published in the book by Eleanor Heartney (2009). | have not examined the educational aspect 
of these artworks until now; only their aesthetic features and cultural content. Accordingly, this 
thesis is a new endeavor in respect of my other works about the Rhythms of Life series and 
does not reiterate ideas that | have previously elaborated. 


Ximena Jordan Rhythms of Life in Chile: an educative perspective 


Chapter | 


1.1 Discovering the educative function of art 


The educational role of the visual arts can be recognized from two distinct perspectives: the 
one of the spectator and the one of the artist. 


From the point of view of the spectator, a work of art can frequently be considered an 
educative implement since by contemplating the work of art; the spectator becomes the 
recipient of the information contained in the art object. According to Graeme Sullivan (2003, p. 
195) a work of art is an individually and culturally constructed form that can be used to 
represent ideas; therefore it may be approached as an object of study and/or as a source of 
knowledge. 


The spectator’s encounter with a piece of art generates a cognitive experience (Greene, 
1995, p. 149-151). A spectator is someone who focuses his or her attention on a work of art 
assuming that there is something worth learning by the contemplation of the aforesaid object of 
art. Usually, a piece of art generates in the viewer either aesthetic enjoyment, intellectual 
curiosity, or both of these responses. Aesthetic enjoyment corresponds to the pleasure that the 
artwork invokes through the spectators senses, whereas intellectual curiosity is the 
inquisitiveness which is aroused with regards to the information contained in the work of art. 
Accordingly, a spectator is a viewer who has become conscious of the artistic quality of the art 
object, and intrigued about its content. 


The space where the object of art is located should create an environment suitable for 
the work of art to be appreciated as such. The accompanying labels and signs play an 
important role in the spectator’s comprehension of the work of art. A peaceful atmosphere is 
also essential, for imagination moves more freely when the mind is undisturbed. However, the 
work of art /tse/f (whether it is an object, a performance or any other artistic phenomenon) is 
the principal agent that facilitates an enriching connection with the spectator. Otherwise, 
modifications in the social, historical or physical context of the artwork would improve or 
decrease its communicative capacity. The previous situation would leave the art object in a 
dependent and undefined state in respect of its educational qualities. If it is not possible to 
assess the information that an artwork communicates in any of its contexts, neither will it be 
possible to evaluate the artwork’s educational potential. 


From the point of view of the artist, the execution of a work of art is a learning practice. 
The art-making process involves investigation that leads to an expansion of the artist’s 
perception of reality. The execution of a work of art begins with an unresolved problem that 
becomes a matter of the artist’s inquisitiveness and concern. Consequently, the artist seeks 
solutions to that particular issue through the creation of a work of art. Instead of finding one 
accurate answer by means of the art creation, the artist commonly finds a range of possible 
answers. During this process of investigation, not all the answers that are found are 
appropriate to solve the primary issue that started the creative process, which motivates the 
artist to continue seeking for the appropriate solution. Additional questions may stem from 
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these trials, and these may also become subjects of the artist's research. As indicated by 
Sullivan (2005, p.115) “using art to take questions into understanding that give rise to more 
questions not only describes an aesthetic process of self-realization but also describes a 
research process”. In that way, an investigative methodology may constitute an essential part 
of the art-making exercise. 


The aesthetic investigation described above is what makes the artist a creator of new 
knowledge, which is expressed and communicated to the viewer by the art forms. This 
creational research concludes once a solution to the investigated matter(s) is attained by the 
artist to his/her satisfaction, and it is expressed in the object of art. 


Sometimes, the initial aesthetic investigation undertaken by the artist becomes too 
complex to be concluded with the completion of a single work of art. For this reason, the artist 
needs to create new works of art in order to continue this enhanced artistic research. This new 
creative effort will cease once the artist considers that the new artistic outcome resolves most 
of the aesthetic and theoretical issues that are being investigated. 


Since these additional artistic creations are part of the same initial aesthetic investigation, 
they form what is Known as a series of visual artworks. These series are generally entitled with 
the same name and with different numbers (or any other indication to classify them) according 
to the order that they had in the sequence of their execution. Artworks that compose a series 
may become more extensive in order to achieve a better solution of the questions that 
emerged during their creation. Rhythms of Life in Chile, the land-art site that is a case study for 
this thesis, corresponds to this sort of art creation because it forms part of the series of land-art 
sites comprising the world wide land-art project Rhythms of Life. 


Interestingly, in order to study the educational properties of a work of art it is not 
necessary to discriminate between the spectator and the artist’s perspective, or to consider 
both points of reference as exclusive from each other. Recent cultural discourse has displaced 
the roles of the artwork, the artist and the viewer in the analysis about the artwork’s reception, 
which provides a wider scope in the potential for meaning-making that might result from an 
encounter with a work of art (Sullivan, 2003, p. 196) (Greene, 1995, p.147). In accordance to 
Sullivan’s proposal, this thesis will be focused on the encounter between the viewer and the art 
object. Within this frame of reference the spectator’s and the artist's perspectives will be 
considered as complementary in order to achieve a more complete understanding of the 
artwork as an educative tool. 


In conclusion, in order to understand the educative function of visual arts it is advisable 
to contemplate the experience of the artist and that of the audience in their relation to the work 
of art. This sort of study involves uniting experiences that do not usually coincide in time, yet 
they are linked in a dynamic context (Gortias, 2003, p. 1243). The shared aspects between 
these elements are precisely what the visual culture researcher should be able to identify, 
because it is frequently in those interactions where an artistic experience communicates and/or 
generates knowledge. 
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Additionally, Sullivan (2003, p. 196) recommends seeking understanding by conducting 
research through the art phenomenon, instead of the more typical approach that consists of 
researching the art work as an established fact. By investigating through art, it is easier to 
distinguish the many functions and purposes to which art can be put. This research direction 
implies focusing on the dynamic context proposed by Bernard Gortias; explained in the 
paragraph above. 


With respect to the theoretical frames of reference to be considered, these are also 
meant to be eclectic. It is advisable to ponder existing knowledge derived from each one of the 
contemplated art processes, which correspond to the different situations and perspectives from 
where an artwork can impact the perception of the viewer. The educational role requires the 
use of a range of critical processes that are neither constrained by disciplinary boundaries nor 
restricted to particular textual forms (Sullivan 2003, p. 196). As a result, a range of diverse 
disciplines such as anthropology, psychology and art history may be consulted in order to 
obtain an integral analysis of the art encounter and its educative benefits. 


1.2 The communicative factor 


From an educational perspective, the better a work of art communicates its content, the higher 
its educative potential becomes. The content of the artwork is its substance, its core. It is what 
the art object is telling us about. It is not the meaning, since an art work does not necessarily 
signify something. In one way or another, a work of art should always refer to the issue 
investigated by the artist during the process of its creation. 


What is actually represented in an artwork is the relationship between the artist and the 
fragment of the real world investigated through the art creation. From this perspective, a work 
of art is “the objectivization (representation in the form of an object or an event) of a subjective 
relationship to the world by means of expression that is perceptible to the senses” (Gortias, 
2003, p. 1241). This relationship corresponds to the artist's investigation, which once 
materialized in an art object, ceases to be intangible and becomes visible through the art 
representation. This transformation makes it possible for the knowledge that the artist has 
obtained during the art-making process to be captured by the spectator through the 
contemplation of the resultant artwork. 


When the artist focuses solely on solving the problem that concerns the creation and not 
on how to express it to the viewer, the result is likely to be a cryptic art object that is not 
particularly communicative about its content. This sort of ‘cryptic artwork’ is acceptable when 
the artist intends to create a piece of conceptual art because the prevalence of the concept 
over the art form is a characteristic that is specific to the conceptual art style. Nevertheless, in 
any other case of artistic representation there is a considerable imperfection in an artwork that 
does not facilitate a connection with the observer. In such an obscure art object, the created 
knowledge can only be understood by the artist/maker and cannot be verified or recognized as 
knowledge by anyone else (Danvers, 2006 in Hardy, p. 88). Danvers denotes this problem 
‘hyper-subjectivity’ and defines it as a “degree of collapsing or imploding subjectivity which 
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could be considered as an absence of any cognitive dimension at all.” Thereupon, the more 
‘hyper-subjective’ an artwork is considered to be, the less educative properties it offers. 


1.3 Art as a social agent 


In previous times, art was intended to serve the intentions of specific social powers such as 
religion (during the Middle Age) or the monarchy (throughout the Renaissance). Artists were 
commonly obliged to follow pre-determined directions in their practices, imposed by the person 
or institution holding enough authority to control which issues could be expressed to the public 
and which ones should remain silent. 


Since the early 1900’s, the range of topics plausible to be investigated in an artistic 
creation began to increase considerably, particularly in western European society. 
Contemporary art is created at the same time and in the same social and historical context in 
which it is viewed (Longhenry, 1999), while the context of an artwork corresponds to all the 
practices, behaviors and knowledge that characterize a society in a given time (Gortias, 2003, 
p. 1242). Since art is a product of its context, the less oppressed the society where the art 
object is being created, the higher is the creational freedom enjoyed by the artist in the art 
making process. This is particularly the situation enjoyed by the contemporary artists of our 
western European society. 


Nowadays, art practices have become a limitless activity our contemporary western 
European world. Rules determining the direction of art development are no longer imposed on 
contemporary artists. Consequently, all existing themes may be encompassed in an artistic 
expression. Therefore, contemporary art has the potential to expose to our curiosity to 
everything that can be considered of human significance. Additionally, the range of art media 
and techniques currently available for artists to experiment with has proliferated. 


The variety of themes that can be elaborated through the execution of artworks makes 
visual arts a potential instrument of social awareness. In fact, art has been consistently used in 
this manner. “Using visual forms as an agency to advance various social, cultural, political and 
educational ends has a long history and the pervasive impact of visual culture warrants critical 
study” (Sullivan, 2005, p.80). According to this author when artworks are made and displayed, 
they open up the opportunity to think and learn, not only about the visual arts, but also about 
relevant issues of concern and public importance. | would preferably say that an art object 
always creates the opportunity to learn about something e/se than of the visual arts, which in 
some cases can be connected with current social discourse. Some art movements such as 
postmodern art intend precisely to deviate from the social significant topics to the treatment of 
autobiographical and even humorous themes, therefore, not all the arts are meant to connect 
us with public matters. 


Maxine Greene (2001, p. 47 & 156) identifies the social function of art as complementary 
to its educational role, recognizing that art can change people’s passivity towards the afflictions 
of the modern world. Undoubtedly, art cannot change someone’s personality or feelings, but in 
augmenting the understanding that people have of the world’s crucial affairs, it may promote at 
least a cooperative attitude towards their solution. Gortias (2003, p. 1242) also considers the 
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arts as an amplifier of our acquaintance with reality because in bringing out certain aspects of 
reality that were not perceptible before, works of art show us that the world is vaster than we 
believed. 


Through the periodic observation of artworks, the spectator may develop a more 
informed, sensitive and cooperative attitude towards the matters represented in the different art 
objects. This social awareness is an outcome of the encounter with all forms of art, not merely 
with visual arts. 


1.4 Art as a visual tool of reasoning 


According to Sullivan (2005, p.9), during the Enlightenment period of European history, art was 
considered ‘a visual tool for reasoning’. Sullivan frames this concept as characteristic of that 
specific period of human history, in which rational thinking was to be encouraged in all fields of 
human activity. In my view, Sullivan’s proposal is applicable to contemporary art, while 
recognizing that not all contemporary art creations promote the same level of reflection in the 
observer. This will depend on how complex the subject of the artwork is and on the ability of 
the artwork’s visual forms to express it to the observer. Both of these characteristics vary 
enormously between one art object and another. 


A contemporary artwork is able to generate a reflective activity, which is unconscious most 
of the time and remains in the mind of the spectator after the enjoyment of the aesthetic 
qualities of the artwork has ended. This thoughtful response is one of the attributes that 
differentiates a work of art from other aesthetic objects. An artwork which does not induce a 
minimum of reflection in the observer may be considered as equivalent to a natural beauty, like 
a flower or a waterfall, therefore not pertaining to the sphere of art but to other fields of 
aesthetic creation such as decoration or design. 


Nowadays, the capacity of arts to become a visual tool for reasoning is even more 
valuable than in the Enlightenment period because our current visual culture persuades the 
observer to accept images without questioning their validity, or their veracity. Images 
surrounding us are part of an enforced system of consumption that demands to be maintained 
and expanded. Instead of freeing audiences to look at things as if they could be otherwise, 
present-day media impose predigested frameworks on their audiences (Greene, 1995, p. 124). 
Furthermore, the quantity of reproductions that can be obtained from these images is unlimited 
thanks to current technology. The result of this is a bombardment of images that can easily 
leave the mind of the onlooker as an inactive receptor, inhibiting philosophical and imaginative 
thinking. 


In consequence, we are constantly exposed to an unlimited amount of visual messages, 
yet we are not supposed to exercise control over the visual information we confront. 
Considering this fact, the capacity of visual arts to encourage the viewer to think and reflect 
about the images that they observe is a quality that distinguishes the visual arts from the rest of 
non-artistic depictions predominating in our visual culture. As a visual tool of reasoning, art 
improves the understanding of the context surrounding it. In doing so, the observation of art 
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may lead us to develop a critical attitude not restricted to the mere scope of the visual arts, but 
extended towards everything we observe. 


As a visual tool of reasoning, art enables the observer to develop a cognitive process, 
which is activated by attention to art forms in which “meanings are made, not found” (Sullivan, 
2005 p. 22). According to Sullivan, this learning process is essentially promoted by the visual 
arts, although this is not as evident as the educative outcome of other disciplines. “Although 
the status of the visual arts remains shadowed by the science, they share the spotlight as vital 
human activities that make us_ think’ (Sullivan, 2005, p.146) (Emphasis supplied). 
Notwithstanding the fact that some artworks can be considerably informative, in the majority of 
the cases a work of visual arts is fundamentally an instrument of reflection rather than one of 
information. 


1.5 Art activating the imagination 


As an aesthetic entity, art does not inform the observer of accurate data, phenomena or facts. 
The conformity of art with reality diverges infinitely among the different artistic manifestations. 
The link between the appearance of an artwork and the real world can be recognizable to the 
observer's eyes, concealed or even non-existent. 


An artwork does not necessarily represent reality and a reference to the real world is not a 
requirement for the artwork to be considered as such. Alternatively, an art object is a merging 
agent that through symbolic signs objectifies the artist's relationship to the world, making it 
perceptible to the senses (Gortias, 2003, p. 1248) (Emphasis added). 


The observation of a work of visual arts is not likely to directly stimulate our rational 
thinking because a considerable portion of the content of an artwork is commonly 
communicated by aesthetic forms, which the significance is not completely evident to our 
intellect. Art forms may consist of an entire new creation or be composed by pre-existing 
figures that are altered by the artist, who gives them a new connotation. By using an artistic 
visual language, the artist shifts the observers out of their normal perceptual routine. In order to 
communicate the content of the artwork, the artist expresses, in an unusual way a new relation 
to reality (Gortias, 2003, p. 1243). Even if the significance of the artwork is already familiar to 
the viewer, the artist manifests it in a way that has never been done before because it 
corresponds to the artist’s own relationship with the world. 


The whole meaning of an artwork is not apparent to the observer, but insinuated by the 
artwork’s aesthetic forms. “A successful work of art expresses a reality beyond actual reality: it 
suggests an unknown world using the means and the signs of the known world” (Gortias, 2003, 
p. 1241) (Emphasis added). Consequently, the knowledge to be extracted from an art object 
needs to be uncovered and complemented by the observer's interpretation. 


If our intellectual faculties are not primarily activated when encountering an artwork, 


which of our mental abilities is stimulated by this aesthetic experience? Maxine Greene (1995, 
p. 378, v.5 & 1995, p. 27) answers this question by suggesting that the faculty of the mind that 
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is mainly activated through the contemplation of an artwork is the imagination. Our imaginative 
function consists of the ability to form mental images, sensations and concepts in a moment 
when they cannot be perceived through sight, hearing or other senses. According to Greene 
human imagination should be envisaged as a place where the possible can happen; where we 
relish incompleteness, because that signifies that something is still anead (2001, p. 110 & 1995 
p. 127). This ‘subjective place’ is where the perception of an artwork begins. 


Habitually, the contemplation of an artwork produces in the spectator an inquisitive mental 
attitude towards particular topics that are found or suggested in the art object. The questions 
that emerge as a result of this reflective thinking do not necessarily conclude in any sort of 
resolution in the observer's mind. Unsolved inquiries are a predictable result from the 
encounter with a work of art. This irresolute deliberation is characteristic of the imagination that 
tends to evade fixities and directs its powers towards the unconcluded spaces (Greene, 2001, 
p. 114). 


When our imagination is stimulated, we become capable of perceiving spheres of reality 
that differ from what we learn through mere rational thinking. Of all our cognitive capacities, 
imagination is the one that permits us to give credence to alternative realities (Greene, 1995, p. 
3). Imagination leads us to consider possibilities that rationally we do not normally consider as 
valid as they are uncertain and unexplored. Similarly, Malcolm Miles (1999 in Hardy 2006, p. 
96) attributes to this new knowledge an unconcluded character that enables art to promote 
social innovation. “(...) what art in particular has to offer is the imaginative transformation of 
image and material (...). Seen as knowledge, but no longer the transmission of a body of 
knowledge, such transformations are metaphors for radical social change.” In that way, the 
faculty of art as an activator of the imagination is linked to the function that art may comply as a 
social agent, previously analyzed. 


Chapter II 


2.1 Rhythms of Life in Chile. A representative work of land-art 


The Rhythms of Life symbol is a not-iconic shape formed by three elements: a ball, a curving 
line and a sinuous line (fig. 1). Its meaning is evidently implied by its name. The curved line 
represents the purposeful movements of our life. This line is intersected by a sinuous line, 
which symbolizes the unpredictable events that come across our intended course. The sphere 
illustrates the starting and ending point of these life cycles. The Rhythms of Life concept 
represented by Rogers in this abstract symbol is described by Eleanor Heartney (2009, p. 6) as 
the interrelationship between the ball, the curved line and the sinuous line: “together, these 
elements comprise a symbolic expression of the path of life as an interplay between purposeful 
movements and serendipitous fluctuations” 


In Chile, Rhythms of Life is the geoglyph that links the land-art site created in Atacama 
with the entire Rhythms of Life series. This geoglyph recreates the Rhythms of Life symbol 
created by the artist Rogers, from which this land-art project originates. There is 
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one geoglyph depicting this symbol in each one of the twelve stages of this land-art project 
around the world (fig. 2). 


In Atacama, the Rhythms of Life geoglyph is to be found at an altitude of 2603 meters 
(8540 ft.) on the Salt Mountain Range, which rises from the Plain of Patience. Rhythms of Life 
does not have an easy access and its location does not facilitate its observation. In spite of 
being the artwork that best gives testimony of the Rhythms of Life series, it is actually out of the 
common viewer’s experience. Consequently, this artwork does not usually reach the eyes of 
the onlooker by means of a personal encounter. For this reason, two dimensional images, 
particularly photographs, are the main instrument of exposition and dissemination of this 
geoglyph. Which are the educational benefits and disadvantages involved in this fact? This 
question is to be resolved in the following analysis. 


Figure 1 The Rhythms of Life bronze sculpture in Melbourne CBD, Victoria, Australia. 
Image source: Andrew Rogers © Copyright Andrew Rogers 2010. Reprinted with permission. 
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Figure 2 Rhythms of Life geoglyph. Atacama Desert, II region of Antofagasta, Chile. 
Image source: Andrew Rogers © Copyright Andrew Rogers 2010. Reprinted with permission. 
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Due to the size and location of many pieces of land-art, most of the land-art works are 
firstly known through their visual documentation. Furthermore, some of the larger works of 
land-art can only be properly appreciated from the air. Consequently, the general public is only 
able to examine them by photographs. Together with their corresponding theoretical text, 
images are the prevailing informational vehicles of many works of _land-art. 
David Bourdon recognizes this communicative mechanism as an intrinsic feature common to 
all land-art works. As conceptual art, land-art works depend on documentation in order to 
become part of the art scene and of the art market (Bourdon, 2005 p. 216). This is due to the 
fact that the artists’ aesthetic activities regarding their land-art works as exhibitions, art sales 
and educative activities consist mainly in the creation and distribution of the artworks’ 
documents. Accordingly, the Rhythms of Life geoglyph in Chile does not differ substantially 
from other artworks of a similar nature; depending of the distribution of its images for 
appropriate exposure within the art community. 


According to Robin Marriner, the theoretic interpretation of a contemporary artwork plays 
a crucial role in the understanding of it. Learning about an artwork’s theory may be almost as 
requisite as observing the artwork, because theory is a constitutive element of a contemporary 
art creation. “Theory is always in the work qua ‘work of art’ and in the object qua ‘object of 
criticism’. There is no ‘work of art’ without theory being at work, and no object of criticism 
without theory” (Marriner, 2006, p. 128). Consequently, if observers become informed of the 
social and cultural significance of the geoglyph Rhythms of Life through its visual and 
theoretical documentation, they will actually get acquainted with a portion of the artwork itself 
and not with mere accessorial information about it. Nevertheless, Marriner does not refer to 
theory as a substitute of the contemporary art object but only as an operative element of it. 


This Rhythms of Life geoglyph depicts a symbol that is not decipherable by the observer 
and its art style (land-art) is not well known to the general public. Therefore, the distance 
between the viewer and this geoglyph is not only physical but also intellectual. In spite of not 
offering an immediate aesthetic experience, Rhythms of Life is likely to be approached by the 
viewer because it generates attraction on the level of curiosity. This is a common feature 
among some contemporary artworks (Schaffner, 2006, p. 158). Once approached by the 
observer, the Rhythms of Life geoglyph may function as a visual tool of reasoning because its 
observation - whether through its documentation or by means of a personal encounter - will 
necessary produce a certain level of reflection in the viewer. 


Undoubtedly, there is a low educative potential in an artwork that cannot be confronted 
by the common viewer. When images replace the encounter with the artwork, the viewer does 
not apprehend the artwork in its entire aesthetic dimension. The photograph of a land-art work 
is only a reference of the geoglyph, and is not a work of art itself. Nonetheless, the experience 
of knowing a work of art by its photographs is neither neutral nor futile since it may reveal 
crucial aspects of the land-art work to the viewer. Besides, there is generally a significant 
amount of text imparted to the spectator with the artwork’s pictures. From this point of view, 
there is a learning experience offered by the geoglyph Rhythms of Life in Chile that consists in 
an approach to this artwork that is principally intellectual, which involves a small, but essential, 
aesthetic component in the observation of its photographs. 
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2.2 The educative deficiency in Rhythms of Life 


The basic problem of this geoglyph regarding its educative faculties is that the restriction of a 
personal encounter with Rhythms of Life land-art work alters the way this artwork will be 
recognized by the observer. Thereupon, it is not possible to make an accurate speculation 
about the Rhythms of Life’s educative benefits because Rhythms of Life is an artwork that does 
not provide with physical conditions for a learning experience to take place on a regular basis. 
Instead, some spectators will approach the documentation of this geoglyph, which is to be 
found in a variety of formats that will generate different and unpredictable cognitive outcomes. 
This is due to the fact that the meaning-making process is determined by all the circumstances 
that surround the artwork, not just by the art object itself. Accordingly, changing the context in 
which the artwork will be acknowledged involves the modification of how meanings are made 
(Sullivan, 2005, p.170); (Greene, 1995, p. 139). 


Likewise, Marriner (2006 p. 128) indicates that any visual decoding practice is determined 
by the quality of the confrontation between the visual sign and the subject “(...) meaning is 
relational. Theories that meaning can be inherent, immanent or present in/to the sign are cast 
as untenable because they have misconstrued the logical conditions under which meaning can 
transpire”. Subsequently, Rhythms of Life’s communicative capacity cannot be evaluated 
with independence of the relations that the observers are capable to establish with 
this geoglyph. Considering that such relations are not facilitated by this land-art work’s access, 
is evident a learning experience is not particularly promoted by this geoglyph. Although the 
visual and written evidence of this land-art work could be considered as its educational 
implements, those are distinct devices from the Rhythms of Life artwork, and hence they 
should not be subjects of this written argument but of an entire new discussion. 


The land-art work Rhythms of Life does not enjoy the necessary exposure to be 
contemplated directly by any kind of observer, which implies a deficiency as a communicational 
and educational device. The fact that Rhythms of Life can best be viewed above from a small 
plane, helicopter or air balloon constitutes an obstacle between this art object and its potential 
observers that only a minute amount of visitors will be able to overcome. 


It is important to indicate that even in the case of a personal encounter with Rhythms of 
Life in Chile, this artwork lacks of a strong communicative capacity in situ, which is a common 
defect to be found in the generality of land-art works. As with this geoglyph, there are several 
land-art works that, with a considerable physical and economic effort of their visitors, can be 
encountered by very interested observers. Nevertheless, the magnitude of these artworks’ 
scale, their location and the absence of platforms or of any other mechanism to facilitate the 
observation of their full shape makes this encounter an uncompleted aesthetic experience (fig. 
3 and fig. 4). For this reason, many art followers prefer to get acquainted with them through 
their documentation, which is better than a complete ignorance about the artwork, but carries 
the deficiencies that | have previously analyzed. 


There seems to be a predominant hyper-subjective component in Rhythms of Life 


geoglyph as well as in several creations of land-art. This problem is defined as knowledge that 
can be known only by the artist and cannot be seized by anyone else (Danvers, 2006 p. 88). In 
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my belief, the hyper-subjective problem of some land-art works corresponds to a slightly 
different phenomenon: the transmission of knowledge that is to be discerned exclusively by the 
artist and by specialists in contemporary art or in analogous disciplines. In practice, it operates 
like an ongoing cycle of misinformation. The general public does not get acquainted with what 
land-art is about because examples of this art style are not available to be captured visually in 
their entire dimension. In the particular case of Rhythms of Life in Chile, if the onlooker has not 
been previously informed about this geoglyph, the visit to this artwork does not teach more 
about it than its documentation would. As indicated by Greene (1995, p.125) the mere 
exposure to a work of art is not sufficient to occasion an aesthetic experience. There must be a 
conscious participation in the art work, a real possibility “to notice what is there to be noticed”. 
When this possibility is not provided by the artwork itself, it can be imparted by educative 
implements. This is what land-art artists actually do when producing documentaries, 
photographs and publishing books about their land-art works. For example, Robert Smithson is 
a land-art artist who has been prolific in releasing drawings, photo works, books, films and 
essay about his creations, most of them available to be consulted through the artist’s website 
(www.robertsmithson.com). Nevertheless, this does not add communicative qualities to the 
land-art work itself. 


Consulting this additional documentation gives an intellectual support to the sensorial 
perception of the land-art work, reinforcing the understanding of it as an aesthetic and 
conceptual art object. Contrastingly, there is not much educative efficacy in establishing an 
informational system about an artwork that can hardly be contemplated since the sensorial 
perception cannot be replaced by intellectual information. “Knowing about”, in an intellectual 
sense, is entirely different from creating an unreal world imaginatively and to enter it 
“perceptually, affectively, and cognitively” (Greene, 1995, p. 125). The unreal world mentioned 
by Greene is the one generated in the mind of the observer as a product of the art 
contemplation that enables the distinct kind of learning produced by art, which was analyzed in 
the previous chapter. 


To finalize, Rogers (Heartney 2009 p. 20) also admits that a personal encounter with 
his artworks enables the observers to seize their significance better than an intellectual 
approach, declaring that “forms that help us to achieve the knowledge are perceived with an 
immediacy that is more effective than their intellectual explanation”. In that way, the creator of 
these geoglyphs admits that there is expressiveness in the land-art works which remain 
tangible for the viewers that cannot be completely substituted by their two-dimensional 
depictions and/or textual presentations. 
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Figure 3 and figure 4 Rhythms of Life geoglyph in Chile (fragment). View from the ground level. 
Image source: Andrew Rogers © Copyright Andrew Rogers 2010. Reprinted with permission. 
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Chapter III 


3.1 The Ancients. Reclaiming Culture 


The geoglyph The Ancients is located between the city of Calama and the town of San Pedro, 
in a zone known as the Plain of Patience situated at an altitude of 2469 meters (8100 ft.) above 
sea level. Its stone walls extend for 1200 meters (3937 ft.). They are made of volcanic rock and 
clay. The Ancients is a land-art work that presents an effortless access and a high stone 
structure comprising a viewing platform for the spectator to observe the whole shape of this 
artwork from the necessary elevation (fig. 5). 


The Ancients depicts an indigenous chief or lord, who is holding a scepter in each hand. 
This character is based on a rock painting attributed to the Tiawanaku culture (100 -1100 AD) 
known as Lord of the Scepters, found in the Rio Loa near Calama (fig. 6). His headdress 
represents his supremacy, while the scepters are indicators of his status and social function. 
According to its historical and archaeological connections, this character was illustrated to 
symbolize both the sacred and the secular power. The sacred power linked to the illustration of 
the Lord of the Scepters is the pre-Columbian deity named Viracocha’. The secular power 
associated with the depiction of this personage is the expansion of the Tiawanaku cultural 
horizon spreading from the Bolivian high plains. The drawing of the Lord of the Scepters is 
assumed to have been used as a visual signal of temporary dominance over the territories that 
were incorporated to the Tiawanaku domains. 


The Ancients is a remarkably communicative land-art work. Its forms have almost no 
secrecy because it is a figurative work depicting an iconic shape. In contrast with the Rhythms 
of Life geoglyph, that presents an excessive level of subjectivity, The Ancients is highly explicit. 
It is manifest that The Ancients is depicting an ancestral chief as the illustrated character bears 
various symbols of power recognized as such across different cultures. 


' Viracocha is the great creator god in the pre-Inca and Inca mythology in the Andes region of South America. He 
was represented as wearing the sun for a crown, with thunderbolts in his hands, and tears descending from his eyes 
as rain. 
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Figure 5 The Ancients geoglyph and its viewing platform. Atacama Desert, Chile. 
Image source: Andrew Rogers © Copyright Andrew Rogers 2010. Reprinted with permission. 
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Figure 6 Lord of the Scepters, rock painting 
Image source: Ximena Jordan (author). 


. La Bajada archeological site. Atacama, Chile. 
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In addition, The Ancients embraces a recognizable consistency between its cultural 
significance and its stylistic properties since it consists of a large and enduring structure that 
represents a transcendent and authoritative presence amid the local peoples. The cultures that 
created the symbol depicted in this geoglyph pertain to the historical past of the Atacama zone. 
Nevertheless, the contemporary indigenous groups that are the successors of these pre- 
Columbian cultures still venerate and reproduce what is left of their traditional symbology in 
order to maintain the cohesion of their identity signs. 


Due to the connotation of its depicting motif, The Ancients is a contemporary work of 
land-art that shows the spectator the level of political and social development that the 
Andean pre-Columbian societies of the Atacama Desert achieved prior to the European 
conquest. The stages of animal and divine superiority had already occurred and human 
leaders were the ones who determined the economic and political life of the existent social 
structures. In exposing these matters, this land-art work connects the onlooker with the 
historical and cultural past of the environment where it is placed. John Beardsley (2006, p. 59) 
ascribes this outcome as proper of some land-art works that have the quality to remind us that 
the past is constituent of our present culture and it offers a source of knowledge for the 
creation and interpretation of what we are today. 


Although most of the information regarding the content of this geoglyph is 
not recognizable by the visitor during the first contemplation of this land-art work, notions of 
superiority and eternity are doubtlessly reflected to the viewer in its artistic forms. This 
‘insinuation of significance’ is what artworks are meant to express as such, since a more 
accurate or descriptive communication of content is proper of other disciplines. According to 
Greene (2001, p. 88) “it may be that the intensity of the encounter is due to the recognition that 
art expresses meanings while the sciences and social sciences state them”. Consequently, the 
educational function of art consists of expressing meanings without explaining them in their 
totality, thus activating the imagination and leaving the intellect curious with inquiries. 


3.2 Ancient Language. Reclaiming Landscape 


Like the geoglyph The Ancients, Ancient Language is a land-art work that gets its motif from a 
pre-Columbian petroglyph located in a rock art site known as Yerbas Buenas. This petroglyph 
is attributed to the cultural horizon known as Aguada (600-900 AD), which originated in the 
North East of the actual territory of Argentina (fig. 7). 


This geoglyph is smaller than The Ancients and is more compressed on its composition. 
Its dimensions are 80 meters (263 ft.) long and 2.8 meters (9 ft.) high. Due to the absence of a 
built-in observation point (like the one in The Ancients), physical interaction with this geoglyph 
is required to observe its whole shape. This contact is facilitated by the height and texture of 
this land-art work. Additionally, the interior design of this geoglyph enables the visitor to walk 
through it and investigate its forms (fig. 8). 
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The motif depicted in Ancient Language corresponds to a bi-cephalous llama. Its 
representational pattern is ‘felinized’. This is a figurative style common in the archaeological 
depictions attributed to the Aguada cultural horizon. It has two heads and between both there 
is a curved line, associated with water in illustrations of the same cultural provenance. This 
llama seems to be drinking water with one of its heads. The water appears to be preserved 
inside its body. This feature is a real physical attribute of species of the Camelidae family, 
which the Atacama indigenous seemed to be aware of. 


The llama was the most important animal in the pre-Columbian Andean world. 
Domesticated by the local indigenous, the llama provided the inhabitants of this area with meat 
and wool. It was the only transport available to carry the diversity of goods that were traded in 
the markets. The economic system of the Andean Pre-Columbian period depended on the 
llama, as it allowed barter between human groups that lived far away from each other. 
Nowadays, the llama is still a fundamental animal in the culture of the Atacama Desert. There 
are thousands of locals who still live basically on the products obtained from this animal 
(Gundernman, 1984, p. 105). The Andean area of Chile, Bolivia and Peru is characterized by 
the predominance of this camelid that is exclusive to this zone. Therefore, it is the mammal that 
better represents the peculiar Andean fauna. 


Through its depicting motif, the land-art work Ancient Language gives to the 
contemporary man an immediate testimony of the value of the llama in ancient and present 
times of the Andean world. In doing so, Ancient Language does not assume a zoological 
perspective but imports the divine connotation that the pre-Columbian indigenous gave to the 
llama and in general to the whole Pachamama (Mother Nature) (Carrasco, 2009, p. 90-91). 
This non-scientific valuation of the natural environment is not unique to the Ancient Language 
geoglyph. “Some of the most remarkable of these works are arguably sacred or at least 
transcendent in intention, in that they assert a non-anthropocentric view of the world: they are 
attempts to reconcile humans with the natural and its implicitly sacrosanct character” 
(Beardsley, 2006, p. 9). As Bearkley notes, the projection of sacred qualities in the landscape 
is a characteristic that increases the aesthetic value of certain land-art works. 


According to Heartney (2009, p. 10), the tendency to infuse a mythological content in 
their works has been principally developed by the second generation of land artists, which 
began in the1980’s. Since then, land-art creations of Nancy Holt, Denis Oppenheim and Anna 
Mendietta, among others, transmit a concern about the recovery of nature as a primordial 
force, which in various cases is expressed by means of the recreation of mystic geometries 
and prehistoric symbols systems. In this way, land artists import the mystical notion of the 
natural world from ancient cultures in order to revalidate it and convey it to the contemporary 
world. 


By means of the contemplation of Ancient Language, its observers may also improve 
their awareness of the Atacama Desert as an ecological system. Again, this is not an 
exclusive quality of Ancient Language but it seems to be a feature of land-art as a 
contemporary art tendency. As indicated by the museum curator Michael Auping, due to the 
fact that land-art is physically intermingled with the landscape and sometimes even by means 
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of its materials, it cannot be ecologically neutral (quoted by Bourdon, 1995, p. 223). The 
environmental impact that land-art works may have on the sites where they are settled is 
usually a theme of reflection and a cause of inquiries for the spectator. In the particular case of 
Ancient Language, there is an additional ecological topic comprehended by this geoglyph that 
is the depiction of an animal that forms essential part of the ecological and cultural history of 
the Atacama Desert’s landscape. 


In rendering a tribute to the llama, Ancient Language is not alluding to a common ground 
among the visitors and inhabitants of the Atacama Desert. Unfortunately, there is a significant 
problem in Atacama with the introduction of non-native mammals to the area, which has being 
eroding the land and unbalancing the ecosystem to the extent that the predominance of the 
Andean camelids will become endangered if not appropriately looked after (Gundernman, 
1984, p. 109). 


In conclusion, Ancient Language is a land-art work presenting a strong educative 
potential constituted by its accessibility, the possibility of interacting physically with it and by its 
peculiar motif of depiction, which certainly will awake the curiosity of the visitors towards the 
significance of the llama in the natural and cultural landscape of the Atacama Desert. 


Figure 7 Bicephalous Llama, petroglyph. Yerbas Buenas archeological site. Atacama, Chile. 
Image source: Ximena Jordan (author). 
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Figure 8 Ancient Language geoglyph. Atacama Desert, Chile. 
Image source: Andrew Rogers © Copyright Andrew Rogers 2010. Reprinted with permission. 


Chapter IV 


Ancient Language and The Ancients. Correlated geoglyphs 


Ancient Language and The Ancients are land-art works that share the same location, 
materiality and construction technique. In addition, the motifs that they are depicting are 
culturally linked. Due to their stylistic similarities, it is evident to the observer that Ancient 
Language and The Ancients form part of the same land-art composition. The educational 
characteristics that these geoglyphs have in common will be analyzed in the following section. 


During the aesthetic investigation and the art creational process, the artist generates new 
knowledge that is “individually empowering and culturally relevant” (Sullivan, 2005, p.180). 
Thereupon, the more extended and prolific is the visual art research; the better elaborated the 
knowledge that will result from it. Consequently, artworks composing a series, as Ancient 
Language and The Ancients should be educationally advantageous since the repetition of 
visual messages linked to the same creational process reinforce the understanding of the 
artworks’ essential content. 


The aesthetic experience that the sightseer is able to enjoy when visiting Ancient 
Language and The Ancients is particularly complete in comparison with the one offered by the 
majority of artworks classified as ‘land-art’. Commonly, two or more land-art works that form 
part of the same art series are not able to be contemplated through a personal encounter, but 
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only through images of them. In the case of The Ancients and Ancient Language, the proximity 
between them enables the spectator to observe both earthworks during the same visit. In doing 
so, the observer is able to learn in situ about their artistic style (land-art), about the motifs 
depicted by them and about the natural and cultural environment where they are situated. 


The Ancients and Ancient Language are informative representatives of the land-art 
tendency. According to Beardsley (2006, p. 103), land-art is in large measure about the 
landscape itself, which involves “its scale, its vistas, its essentially horizontal character, its 
topography and its human and natural history. It is frequently made from the materials at hand. 
It reveals the changing characteristics that a work assumes in similar conditions...” 


These geoglyphs present these general features that Beardsley attributes to all the 
artworks of the land-art kind. Due to the fact that Ancient Language and The Ancients are two 
land-art works that do not present the communicative limitation that most land-art works 
possess, their land-art features are evident to the observer, who can actually appreciate the 
peculiar composition of an artwork of that kind. 


The motifs that these geoglyphs represent are based on rock art paintings of the pre- 
Columbian period. The desert region of Northern Chile is rich in rock art; a means of 
expression that configured a system of indigenous representation since the second millennium 
BC (Gallardo, 1999, p. 225) and extended until the late colonial period. The originals of these 
rock painting are to be found in archaeological sites that are mostly associated with pre- 
Columbian indigenous residential and ceremonial sites. Nowadays, these sites are hard to 
access for people. Furthermore, due to the fact that these ancestral depictions were carved or 
painted in rock panels that are concealed from the sunlight, rock art paintings are hard to 
encounter even when visiting the rock art sites where they were illustrated hundreds of years 
ago. 


In maximizing symbols originally depicted in rock art paintings, these land-art works 
convert illustrations, which for centuries have been unavailable to non-indigenous people, into 
imposing representations that actually reach the eyes of the contemporary inhabitant and 
visitor of the Atacama Desert. Contrary to the rock art sites, the geoglyphs integrate into the 
existing human landscape where they belong. Therefore, they act as an efficient 
communicative agent of a visual tradition in danger to becoming completely lost, or perhaps 
restricted to privileged specialists in pre-Columbian studies. 


In respect of the artist's learning experience, in order to incorporate indigenous 
iconography into land-art, Rogers elaborated a theoretical and a practical research about the 
Atacama Desert’s culture, ecosystem and society. This investigation, documented in 
Heartney’s book and in photographs provided by the artist, shows that the representational 
option undertaken by Rogers in the artworks The Ancients and Ancient Language was not a 
mere importation of indigenous iconography but a complex process involving the manipulation 
of traditional imagery, as well as the renegotiation of the meanings that the selected symbols 
acquire once immersed in a work of contemporary art (Heartney, 2009, p. 19 & 69) (fig. 9 and 
10). Rogers’ work demonstrates that the representation of icons that are significant for foreign 
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cultures encompasses the understanding of the cultures involved and of their ways of 
representation. It also requires the achievement of an adequate relationship with the people 
who are the current traditional owners of these visual signs. 


ae UPS hie 


Figure 10 Ancient Language. Building process. Atacama Desert, Chile. Figure 9 Rhythms of Life. 
Construction process. Atacama Desert, Chile. Image source: (9 & 10) Andrew Rogers © Copyright 
Andrew Rogers 2010. Reprinted with permission. 
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The symbolic quality of the depictions in The Ancients and Ancient Language implies 
that these artworks may become a source of cultural knowledge for their spectators. Rogers 
(Heartney, 2009, p. 12) remarks that the power of the symbols is the artistic foundation of most 
of the geoglyphs encompassed in the entire Rhythms of Life series. By exploiting the symbolic 
efficacy of some icons, the artist enables their creation to express matters that seem 
contradictory (Gallardo, 1999, p. 235) and that are subjected to permanent modification in 
relation to the cultural context in which they are presented. Specifically in the case of these 
geoglyphs, among the various matters that these land-art works relate, one can discern 
themes such as ‘Secularism versus Divinity’ and ‘Past versus Present’. The first one of these 
subjects is particularly present in the geoglyphs The Ancients whereas the second one can be 
found in The Ancients as well as in Ancient Language. The relationship between the artist 
(Rogers) and these matters is materialized and solved in the creation of the geoglyphs. Also by 
means of this materialization, this relationship is communicated to the onlooker and in general 
to the society where the geoglyphs belong. 


It might be said that Rogers’ importation of pre-Columbian icons into land-art works is 
culturally inappropriate since it apparently westernizes symbols that have an indigenous origin. 
Nevertheless, this practice is not new or foreign for the Atacama indigenous people and 
therefore is culturally accepted. The intentional introduction of foreign iconography into an 
alternative cultural context was a common, artistic practice amid pre-Columbian indigenous 
communities and continues to be among contemporary Atacama people. Consequently, for the 
Atacama people, Rogers’ proposal of maximizing indigenous iconography implied the cultural 
reposition of these symbols without damaging their original cultural content. 


Regarding the adoption of symbology from the Spanish colonial imagery by indigenous 
Andean groups, the archeologist Francisco Gallardo (1999, p. 236) indicates that when 
appropriately executed, each one of these imported icons should be studied as a new aesthetic 
phenomenon since “the specificity of the original icon is constantly redefined through a process 
of signification where the substance of the signifier and the context of the icon come together 
to establish its meaning.” Since The Ancients and Ancient Language are contemporary 
artworks importing indigenous iconography into their forms, | believe that in the context of 
these geoglyphs, the indigenous icons represented by them undergo the same process of re- 
signification described by Gallardo. My view is also supported by the fact that Atacama 
contemporary indigenous people were protagonists in the process of creation and erection of 
these geoglyphs. Atacama indigenous people selected the icons to be depicted, authorized 
their portrayal, chose the site for the land-art works to be raised, planned the construction 
techniques to be utilized and provided of the manpower to build up the geoglyphs (Heartney, 
2009, p.69). In that way, Ancient Language and The Ancients are partly a creation of the 
Atacama indigenous people. 


Displayed in these geoglyphs, the represented symbols acquire an alternative meaning 
to the one attributed to them in the time of their creation. This is due to the flexible nature of the 
symbols that enables them to serve as vehicle of expression for varying issues during distinct 
historical periods. Symbols are not restricted to signify only the specific but they are associated 
with timeless notions of survival and social development, which recur throughout different times 
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and cultures. In becoming part of a contemporary work of land-art, the symbols represented by 
Rogers in the geoglyphs are not deprived of their original significance. Instead, their past 
significance intermingles with their contemporary interpretation as motifs of a land-art creation. 


Amid the Chilean, non-indigenous people, the general understanding is to conceive the 
indigenous traditions of the Andean zone as pertaining to the past, buried by centuries of 
colonization. Most of the Atacama visitors are not aware of the indigenous predominance 
among the inhabitants of this desert today, nor of how they endeavor to preserve their cultural 
cohesion since the prevalent media avoid bringing up those sorts of issues. Contrastingly, 
these land-art works provide an introduction to the real social and cultural spectrum of the 
place where they are situated. They convey to the average person knowledge that he/she was 
not initially seeking. In this way, these land-art works are carriers of new knowledge since they 
communicate to the viewer what was not evident to the senses before their materialization. 


In uniting two cultural traditions into one artistic manifestation, these artworks 
communicate about the co-existence of the Atacama indigenous peoples and the 
contemporary western inhabitants of the Atacama zone. They stimulate our imagination to 
move in order to expand our understanding of reality, enabling us to become conscious of what 
is regularly concealed by daily routines, habits and conventions. This is an educative quality of 
the arts proposed by Greene. 


These works of art may act as social agents, promoting the recognition of the cultural 
minorities related to the mythological personages that they illustrate. Greene considers this sort 
of social outcome as essential to ‘the arts’, indicating that they promote the discovery of 
cultural diversity and the reinforcement of a communitarian attitude among the peoples that 
encounter them. “For me, as for others, the arts provide new perspectives on the lived world” 
(Greene, 1995, p. 4). | consider this notion unrealistic in general, since not all artworks have 
the social effect described by Greene; hence this statement is not applicable to the generality 
of ‘the arts’. However, | believe that the artworks The Ancients and Ancient Language certainly 
do conform to the ideal proposed by Greene in terms of the social message that they may 
impart. Encounters with these kinds of artworks frequently move the spectator to reflect upon 
social affairs and even to want to restore a pre-existing order (Greene, 1995, p. 150). 


Chapter V 


The body as a learning tool 


Typically, visual artworks are supposed to be enjoyed and apprehended only through the 
sense of vision. The mindful observation of an artwork derives from its contemplation, which is 
a cognitive process. Some contemporary installations may require the senses of hearing and 
smell to be perceived entirely, yet these sorts of artworks are quite uncommon within the scope 
of the visual arts. Therefore, the general rule is the dominance of an inviolable physical 
distance between the viewer and the artwork. 
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The main reason for discouraging the physical contact with a work of art is the adequate 
conservation of the artwork. Additionally, most of societies censor the act of touching artworks, 
according to a determined spectator’s protocol that collaborates with this custom-built 
prohibition. Nevertheless, a sculpture made of non-organic materials such as stone and steel 
could be examined with the sense of touch without jeopardizing its material qualities. Despite 
this fact, the act of touching any kind of sculpture is rarely accepted, regardless of the material 
of which is made. 


According to Chris McAuliffe, in his monograph about Rogers’ body of work, viewer and 
artwork are two entities that occupy separate grounds and the boundary between them is 
strictly established. From an educative perspective, there is an inconvenience in extending this 
territorial separation to the contemplation of artworks that truly do not require it, since it avoids 
the viewer to enjoy a more complete aesthetic experience. “The more we respect the 
prohibition on touching and climbing, the greater the distance between our bodies and the art 
we are looking at” (McAuliffe, 2005, n.p). 


In contrast to the majority of visual art forms, public visual art encourages physical 
interaction with the spectator. Artworks classified as public art are those that have been 
planned and executed with the specific intention of being sited or staged in the physical public 
domain, usually outside and accessible to all. Corporeal contact frequently forms part of the 
encounter between viewers and public artworks, particularly when this interaction is promoted 
by the artwork itself or by any communication device related to it. In point of fact, artists that 
choose public spaces as scenery for their art expect viewers to use their hands and body in 
order to get to know their artworks better. 


Most of land-art works are works of public art; therefore they can be potentially touched 
by their viewers. Nonetheless, very few of them offer the spectator the possibility of so doing. 
The majority of land-art works are not accessible to their visitors since land-art creators do not 
consider physical interaction as a primary aspiration when designing their land-art works. The 
huge dimensions of these kinds of artworks require them to be set in empty terrains that are 
considerably distant from the populated areas; hence the interaction with the observers is an 
objective that generally has to be dismissed by the artist while creating a work of land-art. 


Some artworks built on a massive scale are accessible but possess an ephemeral 
character, like the ‘environmental art’ of Christo and Jeanne-Claude. Christo and Jeanne 
Claude declare their works to be ‘environmental art’ precisely because they are not located in 
isolated areas as land-art works typically are. The interaction with Christo and Jeanne Claude’s 
works is generally possible since they are created “in cities — in urban environments — and also 
in rural environments but NEVER in deserted places, and always in sites already prepared and 
used by people, managed by human beings for human beings” (Christo and Jeanne-Claude, 
2010). Nevertheless, this interaction is restricted by the duration of each one of these 
‘environmental art’ works, which is usually of one month or less. Rogers’ works in Atacama are 
similar to Christo and Jean Claude’s artworks regarding their huge dimensions and 
accessibility, however Rogers’ geoglyphs do not present the time limit of Christo and Jean 
Claude’s works due to the fact that Rogers’ works are physically permanent. 
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In his essays and book about the Rhythms of Life series, Rogers expressly encourages 
the connection between the body of the observer and the land-art works (Heartney, 2009, p. 
20). In congruence with his intention, the three land-art works composing Rhythms of Life in 
Chile can be physically explored by the visitor since they enjoy of a materiality and dimensions 
that enable them to be touched and climbed by the spectator who gets to contemplate them in 
situ. Chris McAuliffe (2005, n.p) attributes this interactive quality principally to the horizontal 
design of the geoglyphs that makes these land-art works merge into the natural surrounding 
forms; becoming a landscape feature themselves where the human body can occupy itself 
more freely and expansively. As a matter of fact, the large dimensions and _ intrinsic 
horizontality of a land-art work encourage movement since it cannot be perceived fully from a 
single position, which motivates its exploration. 


McAuliffe’s appreciation of the tactility of the geoglyphs is — in my opinion - due to the fact 
that Rogers’ land-art works offer a perfect balance in not being too big and rough to intimidate 
the observer yet neither too delicate nor sophisticated to make the observer feel uncivilized in 
wanting to step over them. 


The geoglyphs are thought out for the viewer on the ground to follow the raised walls of 
the sculptures, feeling rather than seeing their shape by moving through it (Heartney, 2009, p. 
7). This physical exploration can be considered a way of knowing these artworks that is 
alternative to their observation. The tactile contact reveals to the viewer other aspects of the 
geoglyphs than the ones that are noticeable by means of their pure contemplation. According 
to Rogers, “the tactile sense we all possess helps us to discover the relativity of our bodies 
towards the space or objects that surround them. It also helps us to understand form and 
scale. (...) Tactile qualities affirm our sense of the world and about oneself three dimensionally” 
(Heartney, 2009, p. 20). The geoglyph becomes a vivid space to be enjoyed by the visitors 
through the involvement of their own body, in the same way that a work of monumental 
architecture does. 


In allowing an intimate contact with the work the tactile experience produces in the visitor a 
sensation of familiarity with the land-art work. By this means, the distance between the 
spectator and the geoglyph decreases not only physically but also conceptually, since the 
artwork becomes less inscrutable for the viewer. McAuliffe (2005, n.p) notes that the 
perceptual experience facilitated by the corporeal contact with the geoglyphs may be especially 
complex: “When we touch, a new order or relationship is introduced, perception is amplified 
and vision loses some of its stranglehold on our experience of the world. 


Features of the artwork that are not entirely detectable by the vision such as its 
approximate dimensions, texture and construction technique, cease to be an enigma for the 
visitor after interacting physically with the geoglyph. Therefore, the tactility of the geoglyphs 
constitutes a distinct educational attribute of these artworks, since it enables the spectators to 
improve their understanding of the significance of the geoglyohs as much as to become 
acquainted of their material configuration (fig. 11 and fig. 12). 
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Figure 11 The Ancients and spectator. Atacama Desert, Chile. Figure 12 Ancient Language and 
spectator. Atacama Desert, Chile. Source of both images: Ximena Jordan (author). 
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Conclusions 


This thesis has investigated the land-art works comprising Rhythms of Life in Chile from an 
educational perspective. From the analysis of the three geoglyphs that compose this land-art 
site, | have obtained the following conclusions. 


As a communicative implement, works of visual arts are capable of transmitting to the 
spectator information that can be qualified as educational because it is completely or partly 
new and constructive for the individual. It is new since it results from a relationship between the 
artist and the real world that is obviously unprecedented. It is constructive because it is the 
consequence of a creative and investigative process that culminates in an aesthetic object that 
will introduce the viewers to a fragment of reality that was unknown to them before. The 
educational potential of a work of visual art varies depending on the style of art that is being 
depicted and on the peculiarities of the artwork as a unique creation. 


Land-art works frequently present significant communicative faults, which affect their 
educative potential. These faults derived from two of their intrinsic characteristics as works of 
land-art: their big scale and their physical amalgamation into the landscape where they are 
settled. The large scale of land-art creations does not enable the observer to contemplate the 
whole shape of these works in one integrated view. In order to merge with the landscape 
where they are settled, frequently land-art works are installed in locations that are distant from 
populated areas or are otherwise inaccessible, which impedes a regular flow of visitors to 
discover them in their original setting. Together, these two problems are obstacles for the 
encounter between the land-art work and the observer; therefore they are also impediments for 
a learning experience. 


Rhythms of Life geoglyph is a land-art work that illustrates both of the impediments 
described above. Nevertheless, in practice its communicative weaknesses can be partially 
ameliorated by means of the dissemination of informing literature that acquaint one with the 
meaning and aesthetic qualities enjoyed by the Rhythms of Life geoglyph. 


Ancient Language and The Ancients are geoglyphs that do not present the educational 
impediments that Rhythms of Life does. On the contrary, these land-art works are very 
accessible and are located at a short distance from an urban area. Thus, they can be actually 
contemplated by visitors of various nationalities, ages and cultural groups. 


Besides, their entire shape can be appreciated with the naked eye, since The Ancients 
affords a high view point specifically designed for this purpose and Ancient Language enjoys of 
a design that permits the observer to grasp the majority of its stylistic features by walking 
around and through it. Other educational quality present in these two 


Chilean land-art works is the option that they offer to interact physically with them. This 
is an attribute that is not uncommon among land-art works due to the horizontal nature of their 
design; nevertheless in reality people do not often interact physically with land-art works due to 
their complicated accessibility. These geoglyphs enable their viewers to learn through the 
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connection between the land-art works and their bodies in practice and not in mere theory 
because they are truly accessible for everyone. 


In comparison with other works of their same kind, what is exceptional in Ancient 
Language and The Ancients is that they enjoy the necessary attributes to qualify as land-art 
style yet they do not present the communicative deficiencies manifested by several artworks of 
this style. For example, the land-art works of Christo and Jean Claude are accessible but 
ephemeral, whereas Smithson’s creations are permanent but highly conceptual in their forms. 


In particular, the educative input offered by The Ancients is the cultural content implied 
in its depiction, which may teach about the visual indigenous culture belonging to the Atacama 
Desert. In the case of Ancient Language, the illustrated motif may make the viewer aware of 
the ecological and cultural value of the llama in the Atacama Desert. In addition, both of these 
land-art works are built at a very short distance from one another, which offers the opportunity 
to contemplate them as part of the same land-art series. The possibility to observe them 
together not only reinforces the understanding of the cultural content involved in their forms but 
also may lead the viewer to become aware of the characteristics that are inherent to land-art as 
a contemporary art style. 


There are no other exponents of this style of art in the national Chilean territory; hence 
these land-art works provide the Chilean society with the opportunity to learn about this sort of 
art expression in their own country.* The fact that these land-art works are situated in one of 
the most visited Chilean zones provides the opportunity to an ever-increasing number of 
visitors to encounter them, which extends their educational possibilities. 


? The art manifestation closest to the concept of land-art performed in Chile was a poetic line “written” by the poet 
Raul Zurita in the dunes of Antofagasta. Its land-art character remains arguable. 
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